Warning: if there is any similarity between this piece and a fact from our history, it is not an accident, but a national shame.
A few years ago-a time that still feels present to my mind, like a recent wound-when you could see human heads left to rot on top of cars as you walked through a middle-class colonia, and dead bodies hanging from footbridges on your way to school, every expression of cultural life in my hometown was silenced. Almost no one would dare to go out at night and risk their life to attend a play. The little black-box theatre where I had first approached experimental theatre as a teenager was closed for what seemed like an endless period. Communication among people was scarce, and theatre was considered a luxury. It still is.
One might think that in such dangerous times people would prefer to stay in the fragile security of their homes. And yet, all we wanted was to get our lives back. People wanted to sit in a theatre, to be transported from their violent surroundings, and to be reassured by the experience of seeing and communicating with another human being, standing in front of you, without the worry that a gunman from some warring cartel could break in and end it all.
As years passed, the cartels fled the city to other parts of the country. Things began to function normally again, only slower and with pain, like someone who has lost a limb and now must learn how to live accordingly. Independent theatres started showing more plays, and, not surprisingly, many of them concerned the recent period of violence and uncertainty. Plays were written about people who had been disappeared, about orphaned children, and about women whose families were now broken because a member had been caught in the crossfire. These plays were, for some, a way to heal and to reclaim the city and the peace that used to characterize it. They were also a scream for help, a plea for the government to recognize its responsibility in all that occurred and, especially, in all that was lost.
Who will hear our stories if the others can't understand the language we speak?
I believe that every language can be translated and that there is something extremely human in wanting other people to understand you. Unfortunately, in our global market economies, for translation to happen one has to overcome the barriers that These plays were, for some, a way to heal and to reclaim the city and the peace that used to characterize it. They were also a scream for help. ctr 170 spring 2017
Translating Theatre from the Periphery | FEATURES establish what is valuable enough to be translated and, ultimately, sold. English is the world's lingua franca, the currency of communication that is widespread beyond anglophone cultures, so translating into it could open an immense market for Mexican plays. As English is the world's hegemonic language, it is natural that all others are subject to strict measures when one intends to translate them. This is the case because it is always harder to enter a canon if you are placed at the periphery because of the language you speak. The Euro-American theatre canon exists in English, and is projected onto other countries, yet it is rarely inclusive.
Territories and their boundaries are set by those who claim the centre, and the power to decide what is worthy and what lacks value. The story of my hometown-a very valuable and important story-is only one of countless daily experiences that remain unknown to the vast majority of the world's population. Even for those privileged enough to have Internet access, instant translation software cannot convey the complexities of people who are unable to tell their own stories because to do so might endanger their lives.
Shedding some light in areas of need, that's what translation can do for cultures like mine. If not translation, what can give our voice the power to reach far beyond the place where it is uttered, so that it does not fall into oblivion?
Language can be a medium for resolution and conflict, and from a peripheral position one must be sensitive to, and have the ability to notice and understand, the ways in which it is used to exert control and maintain power, especially over vulnerable groups. Translating therefore plays a crucial role in bringing narratives forward to create awareness and elicit change by hitting pressure points within the target language's literary system. When new products enter the wider literary system of a hegemonic culture, shifts in ways of thinking and acknowledging other cultures can begin to occur. Translation can create dialogues between cultures that extend beyond a desire for the exotic and into an awareness of our privileges and challenges. In particular, theatre translations can aid in presenting different narratives in a very direct manner. Theatre can express to an audience a concatenation of signs that will help to activate narratives through verbal and audiovisual cues that enhance the audience's understanding of other ways of perceiving and living life.
By translating voices from the periphery-of literature, of the world-we can give power to those in need of it. Power brings opportunities for development and growth, which is what communities such as mine often lack. Translation can make visible the place where vulnerable people live and, in a case like mine, the state of corruption, abuse, and precarity that we were forced to live with for a very long time. I would suggest that translating theatre could help English speakers to start understanding what is usually ignored, assumed, and overlooked with indifference.
There is a whole universe of experiences awaiting if other languages are able to name them, allowing others to see that they exist.
Assumptions often come from the idea of being superior, and from a deep suspicion of the other's ability to innovate or achieve perceived of theatre. The second is the generation of the sixties, when a new group of playwrights such as Óscar Liera, Víctor Hugo Rascón Banda, Sabina Berman, and Estela Leñero caused a huge stir within Mexico's theatre scene. These playwrights became known as the "New Mexican Drama" and were very critical of Mexico's political, cultural, and economic context. They were highly influenced by authors such as Eugène Ionesco, Samuel Beckett, and Harold Pinter and often portrayed contexts in which dreamlike scenes coexisted with reality, all while referring to topics that affected both the character's interior and exterior contexts. As part of their innovations, and with the intention of merging fantasy with reality, they challenged the dramaturgical structures of the previous generation. They did so by incorporating nonlinear actions that allowed them to reject a forward progression of time and to change the rhythm of their plays.
Despite this rich theatrical tradition, the development of Mexican theatre remains largely unnoticed and unknown outside its own borders.
standards. In relation to Mexican contemporary playwriting, there is a rich tradition that extends from the fifties to today, forged by playwrights such as Rodolfo Usigli, Emilio Carballido, Luisa Josefina Hernández, and Elena Garro. Their work shows a thematic, linguistic, and structural development that demonstrates a culture of artists who are as dedicated to their craft, and to learning from their local contexts, as any other national theatrical tradition.
A city with a desert climate, the industrial centre of the country, Monterrey is slowly but consistently gaining momentum in regard to its theatre and cultural growth after years of fear and silence.
Photo by Gustavo Ramos

I would suggest that translating theatre could help English speakers to start understanding what is usually ignored, assumed, and overlooked with indifference.
As researcher Elvira Popova suggests, "Mexican playwriting can be divided into three categories" (5). The first is the generation of the fifties. In this period, comedies used the Aristotelian model and were concerned with the newly formed middle class and the family problems they faced. These plays depicted Mexican cultural idiosyncrasies without restraint and were the most popular form ctr 170 spring 2017
Translating Theatre from the Periphery | FEATURES To give an example of the complexities and benefits of translation, I will share some details about my translation-in-progress of El camino rojo a Sabaiba, a play written in 1987 by one of Mexico's most important playwrights, the late Óscar Liera. This work is set in the genre of magic realism, which is a literary movement characterized by the use of fantastic elements together with quotidian settings, and for which Mexico is especially well known. One of the challenges when translating this play is that the richness and capacity that exists in Spanish, and that depicts the elements of magic realism well, are difficult to convey in English. Translating this play requires careful consideration if we are to capture the rhythms of the language, the specific Mexican imagery and sentiments toward death, desire, and identity.
Perhaps it is the play's colloquial yet poetic language-which is so deeply rooted in Mexican traditions-that makes the task of translating it into English, and possibly into many other languages in the future, hard for me to conceive. It seems that there are emotions and images, produced by words, which can only be felt in Spanish-if that makes any sense. It is as if there was something profoundly Mexican embedded in the intentions behind the words that refuses to lose its attachment to Spanish. And yet this is exactly what interests me about translating theatre: that there are different paths to achieve meaning, that the stage offers endless possibilities in this regard, and that, although translations like these can't be literal or complete, there are things about the source These groundbreaking playwrights paved the way for the third and most recent group of playwrights. In the 1990s, postmodern Mexican playwrights refused the themes of family conflict that had concerned the fifties and sixties generations and instead focused on the human individual's inability to find purpose in their existence, and their subsequent experience of hopelessness and grief. Intertextuality, metatheatricality, eclecticism in language, the false duality between fiction and reality, and the deconstruction of time and space were the markers of this generation and their theatre. Despite this rich theatrical tradition, the development of Mexican theatre remains largely unnoticed and unknown outside its own borders.
What are the challenges of translating years of a country's dramatic developments into another language, and what can be expected from it?
And yet this is exactly what interests me about translating theatre: that there are different paths to achieve meaning, that the stage offers endless possibilities in this regard
From the safety of a neighbouring municipality called San Pedro Garza Garcia, which didn't suffer as much as Monterrey because of political and economic interests, the city looks peaceful and beautiful. 
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This natural icon of the city stands as a witness of all the violent conflicts that Monterrey has seen since 2010.
Photo by Gustavo Ramos
Wrapped between hills that are world famous among mountaineers and explorers, Monterrey is still battling drug-related violence.
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Translating Theatre from the Periphery | FEATURES culture that will travel as far as the new production will. In these traversals and translations there is the possibility of empowering the source context by allowing others to learn about the ways that penas y alegrías, sorrow and happiness, are felt therein. It is essential for my work as a translator to convey the essence of the play: that if a character sits under a fig tree and suddenly realizes that his life will end shortly, I can relocate that certainty into a language that has different rhythms and momentum. As a translator, I must make it possible for the new culture to perceive and feel what the source culture perceived and felt in performance. I must be able to create a bridge between cultures and facilitate the expression of emotions that are common to both because they are inherently human.
In every society, differing forms of artistic representation have given accounts of the ways their people have lived, of the predicaments of their existence, as well as of their passions and understandings of their world. Through literature and theatre, we are able to encounter other cultures and to know about the identities of people who lived before us, their struggles and victories, Fundidora is one of the few cultural and recreational parks within the city, and it includes the Centro de las Artes Theatre, which has also suffered from a decrease in productions and attendance since 2008. Photo by Salma Guzmán whether in fiction or reality-as long as there is someone who can read their works. Translating plays is nothing less than a bridge, which can be crossed in both directions, and from where new ways of seeing life can be contemplated, be it on paper or onstage.
Years after the shootouts first started in my hometown, the downtown core is now enjoying a revitalization that has occurred in part because of the actions and efforts of theatremakers. New performance spaces, venues that present short theatre performances simultaneously, as a multiplex cinema would, and an increase in audience attendance all contribute to the reoccupation of a city that had remained soulless for years. I think back to the time when I had to hide in a theatre's washroom for two hours after I heard gunfire and saw people running chaotically around the building, while helicopters hovered overhead; the things I imagined then, crammed in the washroom stall, have remained with me and will continue to do so. Something broke in that city. But broken things can be mended. It takes time and effort from all quarters of society, including artists. I used to live in fear for my life and for those of the people I care for. These
